in conjunction with portrait artists, dominated the production of engraved portraits.
iv All were eager to find suitable subjects for a flourishing market in commercially produced prints, though many engraved portraits were privately produced and distributed. From the subjects' viewpoint, an engraved portrait, whether commercial or private, was usually produced as a mark of success at a key career moment, at retirement or at death. They were gifted to colleagues and family members, friends and patrons, and were collected and displayed by individuals and institutions. The contents of an engraved portraitclothing, facial expression, accoutrements and setting -were carefully chosen because such images were a significant medium through which identity and aspirations could be performed. The connection between a portrait and a career event or lifetime of achievement was made explicit by the inclusion of text in the print.
Most studies of professional portraits have focused on particular groups or institutions, or on famous individuals. Jordanova has explored the character and role of original portraits in the medical profession and she has also examined portrait reproduction in the form of engravings and busts with reference to the career and changing identity of Dr Richard
Mead and, more recently, though as yet unpublished, William Harvey. v Celebrity architects have formed the subject of close scrutiny, such as James Gibbs, who was a master at managing his own public image and reputation in the early eighteenth century through prints and strategic bequests of busts to public institutions; or Robert Adam, who was depicted in several versions of Tassie medallion portraits. vi Military and naval heroes have generated an interest vii and also satirical representations of the famous or scandalous.
viii Recent scholarship has stressed the importance of portraits of this type in the cultivation of a visually literate public sphere driven by a collective preoccupation with fashionable novelty and obsessed with national celebrities. ix Yet for every celebrity portrait or satire produced and displayed in London, or in such regional centres as Edinburgh, there were many more portrait images of modestly successful professional men who commanded interest and esteem, not for reasons of novelty or fashion, for many were elderly or dead by the time a portrait was published, but because they represented traditional institutions and authority in the face of change and through their long and often unglamorous careers, they embodied values such as integrity and public service.
x Many were Scots in London, a famously ambitious group, and it is some of these, a celebrity 'b-list', successful in their day but soon forgotten, that feature in this essay.
xi As Jordanova has warned, it is difficult to 'read' an image that was generated in the past as if it were text and to do so relies on an understanding of the processes of production and display and a parallel understanding of the motivations and reactions of the audience. xii Developing some of these multiple strands, this essay is concerned with the circumstances that gave rise to a portrait, both original and engraved, xiii and with the role of portraits, intended or otherwise, within the career development, connections formation, institutional associations and reputation building of the individuals depicted. It also considers the relationship between the portrait in print form and other types of printed output, both images and text, in which professional men were involved. The essay is focused on three individuals. The first is James Beattie (1735 -1803) professor in Aberdeen, a poet and philosopher, who visited London in the second half of the century in search of patronage and to make contacts with publishers and became embroiled in a 4 failed attempt at celebrity creation through portraiture. threatened legal action to prevent the public distribution of an unauthorized engraved portrait during his lifetime, but also orchestrated his posthumous reputation through carefully chosen images and institutional bequests.
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Great men (and women), members of the patrician elite, were ever the subject matter of great public pictures. But as Solkin has shown, there were changes in the pictorial conventions of male portraiture in the mid eighteenth century as portrait artists in search of clients encountered aspirational non-elites in search of public recognition and a public that was eager to see them. xiv Joshua Reynolds was the master of celebrity creation through portraits on public display as originals and printed reproductions. Portrait of a Gentleman. The subject matter, the title, and, indeed, the initial approach to Beattie, were design as a complement to the sitter and to add to his reputation, as well as being a device that allowed the artist to capitalise on the celebrity of the subject through print sales and further commissions. It is possible that Reynolds also hoped for some amelioration in his own reputation for irreligion and scandal through his association with Beattie and Christian 'truth'. It is certain that Reynolds intended that the portrait be read as an attack on 'sceptic' Voltaire and 'infidel' Hume, whose images, thinly disguised as allegory, were included in the portrait. But none of these hopes was realised, for the picture generated criticism of artist and sitter, the former for his ridiculed suggestion that
Beattie was a greater philosopher than Hume or Voltaire, the latter for vanity. Indeed, if I had planned this picture, and urged sir Joshua to paint it, and paid him for his trouble, and then had solicited admittance for it into the Exhibition, the world would have had good reason to exclaim against me as a vain coxcomb....
xxiv
The picture was a critical failure, which meant that Reynolds could not sell it, nor usefully show the piece in his own studio gallery, where a large collection of his works were on display. xxv With no purchaser, and the engraving completed -for there were still hopes of a popular market for this allegory on Christian 'truth' -Reynolds offered to gift Beattie the original. Beattie was reluctant to accept.
You desired me, if I did not choose to keep the picture in my own possession, to
give it to some one of my best friends. In this view, sir, as well as in others, there is no person who has so good a title to it as yourself, for I fear the world would pronounce me lost to all sense of modesty if I were to adorn my own house with so splendid a memorial of my good fortune.
xxvi Frances Reynolds resolved matters with her tactful suggestion that the picture be gifted by the artist to Beattie's son James, a child of six, which the father had no right to refuse.
It was finally sent to Aberdeen as the property of James Hay Beattie, to be kept in Beattie's house where it was hidden behind a purpose-made curtain and rarely shown. between it and the book: in which case, they will no doubt suppose that the author has prefixed his own image. were not designed for individual career promotion. This and the earlier Brompton/Vengellisti were the only portraits of Mylne taken in life, a modest visual record when compared with contemporary architects. lxvi It is interesting to speculate on why this was so. Deference arising out of a comparatively humble social background is probably not the reason, since Mylne devoted both time and money to celebrating his family of master masons to the Crown in Scotland through antiquarian publications and memorials to generations past. lxvii A lack of opportunity or funds is also unlikely since he had both in abundance. Calvinistic tendencies in his mental makeup may have contributed in some part to the want of portraits, which is hinted in a comment that he wrote to his brother from Italy in 1758, speculating on how he should project his identity in a hoped-for London career and favouring a Quaker-like appearance. lxviii But probably a greater influence was the impact of the highly public criticism for 'puffing' that he received at the time of the Blackfriars Bridge contract, for Mylne, as with Beattie, quickly discovered at an early stage in his London career that reputation born out of professional success was easily damaged by uncontrolled or poorly chosen public images.
-3-
Matthew Baillie, son of a Scottish clergyman, began life with greater opportunities to shine on the public stage than his uncle-by-marriage, Robert Mylne, and he also had a greater awareness from the outset of how public exposure could undermine esteem. As the nephew of John and William Hunter, he was destined from an early age to follow them into the London medical world. His launch into a physician's practice was smoothed by an advantageous marriage to Sophia Denman, daughter of a fashionable English obstetrician and by his considerable inheritance from William Hunter. lxix Baillie had both a family reputation to live up to and his own reputation to nurture and protect.
His uncles, through their museums, lectures and publications, were public celebrities and the subject of several commercially sold portrait engraving, but they were also criticised and ridiculed by print satirists.
lxx Familiar with the dangers of print, Baillie avoided becoming the subject of a commercial engraved portrait during his lifetime, though attempts were made towards at least one publication which he successfully blocked with threatened legal action. His authorised biographer, in a memoir published shortly after Baillie's death, described the circumstances.
He shrunk from having any likeness of himself...intruded upon the public.
Having consented to sit for his picture to Hoppner, as a present to his sisters, a circumstance arose from it, which gave him great uneasiness. He was astonished to find that this picture was put into the hands of an engraver, without his permission. He was very angry at this, having a particular dislike to the idea of seeing his face in the window of a print shop! On further enquiry he found that the engraving was already completed. His feelings of justice would not allow him to make the engraver lose the fruits of his labour entirely, he therefore purchased the copperplate, and permitted only a few copies to be taken from it, which were presented to his friends... The production of images of a loved one after death could be a complex process and private grief was sometimes turned into a business opportunity for the artist and his associates when the subject was well known. When Baillie died in 1823, Sophia Baillie asked Thomas Lawrence to produce a drawing of her husband based on the Nollekens bust, which she thought a good likeness, and she also requested that the drawing be engraved and a small number of prints be made for distribution within the family. She further requested that Lawrence arrange the commission of a portrait for herself based on the bust from miniaturist Charlotte Jones, a favourite in court circles. The engraving by 'Mr Bromley jun', a little known figure, cost 35 guineas. lxxviii Initially just a dozen prints were taken, but Lawrence raised the possibility of commercial publication following a request for a print, made to him and conveyed to Mrs Baillie, from one of Baillie's former patients at court. Lawrence suggested his own publisher for the enterprise, Hurst and Robinson, doubtless with the expectation that some part of the profit would come his way, and Mrs Baillie agreed. lxxix The image was published in 1825, the year that saw the first publication of Matthew Baillie's collected Works prefaced with an authorised biography and engraved frontispiece based on the long delayed 1808 Hoppner portrait.
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This account of the personal and career circumstances in which three professional Scots in London, along with some of their friends and associates, came to be the subject of the portrait artist and engraver, suggests several concluding observations.
As far as timing was concerned, a private portrait required no justification other than the inclinations of the individual concerned, but a public portrait, original or engraved -and even private prints entered a public existence -did have to be justified in some way that enhanced the interests and reputation of the subject and his family, or at least did no damage. Professional men were careful in the cultivation of their reputations because their incomes relied on it, and a damaged character was hard to restore. Scottish professional men were doubly careful because of the prejudices against them. Courting celebrity through a public portrait could be dangerous, but a print in the right hands and viewed in the correct manner could enhance a reputation. Hence, the print distribution process, including the avoidance of 'print shops' through limited-edition private engraving and the personal ownership (and sometimes destruction) of plates, was carefully managed by many professional men to protect their reputations from uncontrolled public scrutiny, for a mis-timed portrait could generate accusations of vanity, as James Beattie discovered to his cost and Matthew Baillie feared.
Given the sensitivies attached to 'timing', it is not surprising that successful original portraits were commonly on display in professional settings and thereby celebrated the institution as much as the subject. Moreover, most successful engraved portraits were produced either at the end of a long career, or at death, in celebration of a life-time of achievement now completed, even though they sometimes represented an image of the subject as a young man. These conclusion based on the London portraits detailed in this lxxxi Accusation of personal vanity in the subject of a portrait was a constant danger and could be avoided through the commissioning process, where the involvement of a 'disinterested' third party (neither sitter nor artist) was articulated through the inscription on an engraving. Other aspects of content made a difference to how an image was received, including the wearing of official dress and a timing that was connected to appointment to office, which meant the office and the ideals it represented, not the individual, formed the real subject of the print. This may account for the considerable output and popularity of portraits of the clergy and judiciary (dominant groups among Raeburn-based engravings) both associated with multiple layers of office holding and with the twin pillars of the eighteenth-century British state, faith and the law.
In the construction of personal identity through portraiture, the subject normally took great care over how he was represented and eighteenth-century professional men mostly 
